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In the realm of Indian Musical Instruments modern scholars have, so 
far, mainly dwelt upon three different aspects viz; (i) tonal theory, (ii) deve- 
lopment of instruments and their relevant forms and (iii) methodological 
history of music with a secondary emphasis on the tonal theories. 


(i) During the end of the eighteenth century and the first half of the 
nineteenth century some scholars in the West and of our country too focussed 
their attention on the tonal theory (Svara Sastra). They studied this science, 
in their own way. Some scholars of this century discussed the tonal theory 
on the basis of science i.e. with the help of sound-physics. The svara was 
Indian but the mode of analysing was mainly based on western theory. But a 
few other scholars studied and analysed the tonal theory on the basis of 
original texts of Bharata, Matanga, Sarangadeva etc. They took pains to 
interpret the tonal-system from Bharata to modern period, but no one, 
however, appears to have thought of studying the problems of tonal theory 
as they were influenced historically as well as technically by various develop- 
ments related to the instruments, their structure and techniques of perfor- 
mance. 


(ii) Some modern scholars have drawn our attention to the history of 
musical instruments. They, however, have studied the changes and their 
causes, the foreign influences on those, the structure of those instruments 
i.e, the measurements (the length of danda, number of pegs or other aspects of 
different types of instruments); but no light has yet been thrown on the rela- 
tion of the instruments with the conceptual system of tonal-theory. 


(iii) Since Vedic times to the Gupta period the history of music has 
been studied and wherever possible the writers have tried to analyse the 
tonal-theory and have thrown new light on the subject. 
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Among the scholars of tonal-theory some believe that the tradition of 
Grama-Murchana system was unbroken upto the period of Sarngadeva, 
and that the political disturbances, foreign impacts and such other factors 
gave rise to the Me/a-raga system replacing to a large extent the older tradi- 
tion and the changes into the svaras of Grama-raga system commenced at this 
period. But it is observed that the ‘isolated form’ (vyasta-rupa) of the svaras 
is not important in itself; its utility being realized in the ‘synthetic form’ 
(samasta rupa) of melody. In this perspective only can we understand the 
proper significance of certain theory. So it was essential to show the differences 
between and the sources of Jati and Grama-ragas, on the basis of an intensive 
study of the post-Bharata texts. This study raises many important questions, 
historical and technical, e.g. the causes that gave rise to the Desi-ragas, their 
unique tonal] structure, and the importance of the role played by the different 
Vinas in moulding the melodic aspect of the later system of musical practice 
are the issues that pose a challenge to any researcher in this field. 


To solve these problems the subject-matter of the thesis is chosen 
as the ‘contribution of musical instruments to the development of the 
concepts of Svara and Raga’. We should take for granted the meaning of 
instruments (Vadya) as the tonal instruments (Svara-Vadya). Among those 
instruments emphasis has been given to the Vinas primarily and _ the flutes 
secondarily, because since ancient times thinkers have relied on Vinas 
only to examine, measure and visualize the new structure and changes of the 
Svaras. The flutes have been the only standard of obtaining the actual pitch of 
the vocal chord and the instruments. Here, it should be made clear that the 
basic pitch of the svaras can be obtained with the help of the flute. It was 
referred to only in the Naradiya Siksa as to how to establish the Vedic svaras 
on the fiute; ie. the ‘Prathama’ svara of Sama was the ‘Madhyama’ (Ma) of 
Laukika or Gandharva (on the flute), Dvitiya’ was Gandhara and so on. Later, 
people thought that the scale was only spoken about in Siksa. But that was 
not the real case. Some explained that, as the word ‘Madhyama’ was used first, 
so the first hole of the flute was Madhyama svara of Gandharya. They defined 
‘Prathama’ as the first hole of the flute, which was Madhyama (svara) of 
Gandharva (in ascending order), the Dvitiya as the second hole, and so on. 
This belief is also misleading. There was a difference between the nomenclature 
of the svaras of Gandharva and Sama. These differences are noted in Siksas, 
so that the students (Siksarthi) might not be misled. That is why it is said 
‘Yah Samaganam Prathamah sa Venormadhyamah Svaral’, Neither the scale 
nor the first hole of the flute is mentioned. 


The modern thinkers took the help of Vinas in the context of Grama- 
murchana, but as an auxilliary element only. No serious work has yet been 
done on the tonal system of Vinas, specially those which were played on the 
variations of the length of the strings (as Ghosa or Ekatantri) or those with 
frets (Kinnari etc.). Had it been done, certainly these ideas would have 
failed by now since they tried to impose on us that upto the period of 
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Sarngadeva the flow of Grama-murchana system was present and the same 
notes were used in Desi-ragas as were used in Marga ragas. That means 
basic notes of Desi ragas were Gramik. A problem can arise that there was 
hardly any exception in the rule of Marga on Desiraga. There are ample exam- 
ples of Desiragas which followed the murchana system, meaning its svaras. 


The answer is: we should realise first thata wholesystem cannot be given 
a different name (i.e. Desi system) if it follows only the Marga system. 
The basic difference must be there and it was present. Even today we have so 
many ragas (Desi) whose svarascan be rendered into murchana system, but 
certainly, they are not Marga-ragas, because the basic style of representation 
is different. That is why Matanga classified the twoin distinct ways—one was 
Marga and the other was Desi. After going through the whole thesis the reader 
will be enlightened regarding this fact. For example, Bhinnasadja (a gramaraga) 
mentioned by Matanga and Sarngadeva has the same notes till today. 
But, do we think that we are performing it in Marga style? There are ample 
ragas like Yaman, Khamaj, etc., which come under the above system whose 
syaras can be found in murchana also. Can we say that to produce the above 
ragas we follow the Grama-murchana system of Bharata? In this context, we 
may remember Matanga who says that Bhasas are used mainly for the enjoy- 
ment of the audience! Whatever the rules of Bhasas, Vibhasas are given, 
disregarding the Marga system. So the question arises—do Desiragas follow 
the system which even Bhasas do not follow rigidly? Obviously Sarngadeva 
found that there was no relevance of desiragas with marga, and so he describ- 
ed only those ragas (desi) which had some similarity in the notes of marga. 
According to Sarngadeva the svaras of Sriraga come under Sadji murchana 
but the commentator Kallinatha defends that later Ramamatya etc. described 
the above raga under Sadji murchana. Did Ramamatya do it justice? 


We have tried to clarify explicitly, the remaining svaras of Kinnari 
(Part II, Ch. 1) which speaks of the absence of gramik svaras in the said Vina. 
Matanga was brave enough to point out the changes that occured in his time. 
The above statement could have become more evident had we been able 
to find the Vadyadhyaya and Desiprakarana of Brhaddesi. In this context 
we may remember Kallinatha also whose main aim was to write a commentary, 
but still he pointed out the changes that happened upto his time. Sarngadeva 
was a good scholar no doubt, and well-versed in Sanskrit and music, and he 
showed his due respect to his ancestors. But, he did not do Fastite to the 
music of his times. Following him some later mediaeval authors also tried to 
establish the Sadji murchana of Sadjagrama on the frets of Vina, which was 
but a useless attempt. : 


Some distinct features of the thesis 


If we glance at some specific points of the treatise first and ‘then 
proceed to the table of contents, if will give a fair idea about the thesis. 
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(1) The available technical works according to the subject, ancient as 
well as modern, have been throughly and critically examined and relevant 
problems have been discussed in the light of evidence provided by the study 
of music. 


(2) The question whether an unbroken tradition of the tonal aspect 
(Svaramsa) of melody existed from the time of Bharata to Sarngadeva or not, 
has been considered on the basis of Vina with a view to arrive at a more 
reliable conclusion. 


‘ (3) An attempt has been made to establish that the three types of Vinas, 
tainly in practice, were, to a large extent, responsible for the changes in tonal 
system of Indian music. The specific role of each of these Vinas has been 
brought out as under : 


(i) The first type of Vina includes Mattakokila, Vipanci, Citra etc. hav- 
ing a separate string for each note. They were the principal Vinas in Bharata’s 
time. The murchana system of Bharata, viz., to start every murchana with its 
initial note was possible only on this type of Vinas. 


{#) Besides, Abhinavagupta has referred to and Sarngadeva has stated 
clearly a different type of murchana system, which was, to start Nisadi 
murchana on Sadji murchana itself assuming Sadji as Nisada and setting the 
other notes accordingly on their respective frets. Sarngadeva has referred to it 
as Paramata (i.e. the opinion Of others). This system was useful when Ghosa 
or Ekatantri was developed besides the Gandharva in post-Bharata period. 
This view is not found in Bharata, because, Ghosa or Ekatantri was used as 
a ‘Pratyanga’ (accessory) Vina in his time. Ghosa or Ekatantri and Nakuli 
were the second type of Vinas where the length of the main string was variable 
more or less to get the murchanas on the same ‘Sthana’ (Place). These Vinas 
were also fretless. The importance of Sadja as principal note, began hereafter, 
though Sadja was not immutable. 


(iii) The third type of Vinas were such that required variations in 
length of their string and moreover they had fixed frets. The frets were fixed in 
both Marga and Desi Kinnaris. These Vinas demolished the basic theories 
of Gandharva tradition because of having the fixed frets. It was not possible 
to obtaining the murchanas properly and so Matanga was bound to say that in 
practical field (Vyavahara) the use of one Pramana Sruti interval was not 
harmful for Jati-ragas. But was it so easy to deny pramana sruti interval, as 
the whole grama-murchana theory was based on this ? To disobey this rule 
meant to contradict the basic concept of Indian music of that time. 


(4) After a thorough and special study of Marga-ragas narrated by 
Matanga, we come to this conclusion that : 

(i) An intermixture of Gramas in their derivative forms was developing 
progressively. 
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(ii) Sadharana svaras were being used more and more specially in 
Bhasas, Vibhasas and Antarabhasas. 


(iii) A pair of notes having seven or six Sruti intervals were no 
longer considered a deficiency in the structure of Ragas, so much so that the 
consonance of Rsabha-Pancama in Sadja Grama was accepted. 


(5) Given the circumstances in which Marga-ragas had to undergo the 
process of change to such an extent, there was no wonder that the regulations 
for the Desiragas became extremely flexible. Quoting Matanga and Anjaneya, 
Kallinatha says that the rules of Gandharva may not necessarily be followed 
in Desiragas. Moreover even today we can see the rules of Svara-grama 
etc. are being followed in the ragas which come under the murchana system, 
but the style of performance will not be called the same as was in Gandharva 
or Marga-ragas. We should never forget that there were basic differences in 
the tonal system and style of Gandharva (Marga) and Desi. 


(6) The evidence of the above convention being followed in practice 
was provided by Desi Kinnari and Alapani with regard to svaras. 


(7) After a serious study of Desi Kinnari and Alapani we have come to 
the conclusion that the development of Desiragas occurred individually not- 
withstanding the theory of Grama-murchana. The fretted Vinas were most 
helpful in this context. 


(8) The raga classification of mediaeval period was based on Samsthana 
or Mela (Thata) system which, according to some modern scholars bears a 
resemblance tothe Persian Muguam system. But in many places and also in the 
appendix we have clarified that there is abasic difference in the theory of 
Muquam and Mela. This will shed new light on the matter. As for example, 
the muquam is sung but mela is a scale and it cannot be sung. Mela is the 
system where one can obtain the basic notes and it needs seven svaras respec- 
tively but in muguam afew combination of notes are used, and there is no 
relevance with scale or seven svaras. Such differences are shown to prove that 
theorigin of the wonderful (vicitra) use of svaras outside the grama-miurchana 
system can be traced to its primary stage of Margaragas while its excellent 
amelioration can be found in the initial and mature stage of Desiragas. 


(9) The unique form of svara used in Desi-ragas gave birth to the system 
of twelve syaras, which were no doubt, developed on the basis of the theory 
of consonance. Wherever svaras are discussed in this treatise, an attempt has 
been made to establish the system of 12 svaras with the help of Alapini Vina. 
The hypothesis of the twelve svara system having been adopted from the 


seventeen svaras of Persian music has been critically examined in the light of 
the above observations and speculations. 
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(10) The avove deliberations prove the falsity of the following few 
conceptions that are currently held in the field of Indian Music: 


(a) That the Grama-murchana system of Bharata’s tradition was in 
continuous practice upto the period of Sarngadeva, and 


(b) that the political disturbances and foreign influences destroyed 
Bharata’s tradition in the post-Sarngadeva i.e. in the mediaeval period. 


(11) Finally it has been established that even though the disappearance 
of the tonal system of the Gandharva tradition during the period of the 
development of some of the Marga-ragas and the origin and development 
of Desi-ragas had made it difficult to obtain the Gramik svaras on the Vinas, 
yet some musicians of extraordinary genius upto the,18th and 19th centuries 
such as Tansen, Adarang-Sadarang displayed a good knowledge of the 
Grama-murchana system in their musical compositions. But there was hardly 
any practical usage of the murchana system at that time. Even now, we 
know some learned and some illiterate musicians too, who understand and 
are able to practice the murchanas, the kutatanas etc. regularly. 


To be explicit, it was not always possible to go through the mainstream 
of the Urdu-and Persian texts because of the dearth of knowledge of these 
languages. These new conceptions were formulated mainly on the basis of 
Sanskrit texts, although it is true, that the researchertook help from those who 
were carrying on researches inthemusic of Persia orCentral Asia. They toured 
the Arabiancountries, discussed with the musicians there, studied the original 
texts and thought that theSufis or Darveshas (Muslim saints) might have 
influenced Indian folk tunes, but not classical music. There is certainly 
a similarity betwéen the Persian traditional style of singing and some of the 
folk tunes of India. According to these thinkers, there is less possibility of 
improvisations in their music (Persian or Arabic). ‘In Armenia which is 
related to Turkey, there is a lot of theuseof A/am(improvisation).’’ However, 
from the above quatation it may be pointed out: there can be some 
improvisations in the music of certain places but that does not prove that our 
(Indian) whole style of music and every note (which comes under desiragas) 
is based on the Persian theory of music. This theory is established after a 
serious and critical study. Moreover, the researcher was lucky enough to 
listen to and examine the courtmusic of Persia which helped her to prove 


the above theories. 


It is not very easy to find out the practical application (Laksya) of 
music upto the period of Matanga because the Vadyadhyaya of Brhaddesi 
is lost. Even then the researcher tried to give some unique approaches based 
on later texts. One who is keen to work on Brhaddesi may get help from this 
work; but he could search for the lost portions of Brhaddesi first and that will 
be, no doubt, an important contribution to the musical world. Because of the 
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handicap caused by these lost portions scholars are puzzled. If it is available, 
many elusive views and theories will end and a clear-cut idea about the 
differences of marga and desi music might emerge which was the aim of 
Matanga also and that is why he wrote the text ‘“Brhad-dest’. Only with the 
help of this text can scholars speculate about the svaras of Gandharva and 
desi on the basis of Marga-Kinnari and Desi-Kinnari and the other Vinas. 


The Scheme of Work 
The subject-matter of the work is divided into two parts viz., Svara 
and Raga, Part-I (i.e. Svara) is divided into two sections :- 


(1) Theoretical analysis. . 
(2) The establishment of the tonal system on the basis of instruments. 


Section one consists of two chapters and each chapter is divided into 
3 periods; Pre-Ratnakara, Ratnakara and Post-Ratnakara period. The 
division of periods is considered to give stress on Sangita-Ratnakara of 
Srangadeva. Rana Kumbha is also included in the Ratnakara period though 
it does not mean that the tradition of Bharata was in practice upto his 
(Kumbha’s) time. Our main aim has been to divide the periods according to 
the texts and not on the time factor only. Whenever, we felt necessary both 
bre-Ratnakara and Ratnakara periods are tied up in one period. 


The Post-Ratnakara period is also divided into two ages :- mediaeval 
and modern. In the modern age main stress has been laid on the works done 
in North India, but wherever it has been possible to collect materials on 
the musical system of South, the writer hasalso done justice to them. And 


she has tried to clariy the basic differences of the tonal theories of these two 
systems. 


The first chapter is called ‘Svara Samyada and Grama system. Consider- 
ing the subject matter two periods are selected : (i) Pre-Ratnakara and 
Ratnakara period, (ii) Post-Ratnakara period. The first period ends with a 
short description to the Gandharva-Gana and Marga-Desi. Here the writer 
tries to present new ideas which have not been discussed before. It is worth- 
solving some problems e.g. if some doubts are raised that this (Marga-desi) 
lengthy description has no immediate reference to the subject, then we can 
find the solution thus: it is very necessary to have a discussion on 
Gandharva-Gana and Marga-Desi because it may put an end to some false 
ideas which are still prevalent and held by most people. Moreover, a 
review has been done on the changes of the traditional musical styles, svaras 
and ragas which have strengthened the other chapters where an attempt has 
been made to establish some theories. It is true that we have not mentioned 
the propriety of discussing this problem in this chapter but it is obvious that 
the purpose becomes clear as we proceed. Had it not been discussed before, 
then either the reference would not have been clear or the subject would have 
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to be written again. The classification of Marga-desi fits best in the svara 
chapter and hence the discussion is justified. Gandharva and Gana are the 
terms previously used for Marga and Desi respectively by Bharata, Dattila 
etc. Hence the nomenclature of this part is appropriate. 


The second chapter is srutiand Saranga Catustayi. It is divided into three 
sections. Section I discusses those texts which view srutis as equal, while 
Section II discusses srutis as unequal. But as the Sarana method has not been 
clear to them the subject-matter has not been duly clarified. Under Section-III 
come those thinkers who maintain the srutis as unequal and they have justi- 
fied their views with the help of Vinas. Some have tried to show unequal 
srutis with the help of scientific apparatus. 


The third chapter is Murchana System. It contains three periods. 
Here the following topics are discussed : the necessity of murchana, murchana 
and tana, necessity of tana, murchana,saptaka and astaka, kuta tana, dvadasa~ 
—Svara murchana and its impact on the later thinkers, the avadharana(careful 
application of mind) in murchana, graha-amsa, samsthana-mela-thata. We 
have tried to discuss these subjects with the help of Vinas which opens up a 
new dimension for further deliberation. 


There is only one chapter in the Second part, named Svyara-System. 
Here periods are divided into two (a) Pre-Ratnakara and Ratnakara period 
(b) Post-Ratnakara period. Post-Ratnakara period deals with two periods; 
mediaeval and modern. Mediaeval age is divided into three sections: Section-I 
deals with those mediaeval authors who in their texts followed the tradition 
of Bharata. The authors from Southern part of India come under the Section 
II. The Twelve-Svara-System was in practise and the svaras were fixed on 
the fretted Vinas. According to the writer the twelve svaras were in practice 
since the inception of the Desi ragas and also during the course of their deve- 
lopment. And to establish this contention cogent arguments have been 


added. 


The mediaeval authors followed Sarngadeva about the nomenclatures 
of svaras knowing fully well that the Grama-murchana system was not in 
practice at that time. They never accepted the vikrta (modified) Rsabha and 
Dhaivata as these were not stated in the Sangita-Ratnakara. 


The authors from the North are described under Section-III. They 
believed that excluding Sadja and Pancama other five notes were two-fold; 
suddha (pure) and vikrta (modified) and with these the total number of svaras 


come to twelve. 
Of the Pre-Ratnakara and Ratnakara periods we have elaborately 


discussed Suddha and Vikrta Svaras, Svaras in the Vinas, Syaras of Gandharva 
and Gana, different types of Kinnari, its nature, the frets of Marga Kinnari, 
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Graha and Sthayi svara, frets of Desi Kinnari, tuning system in the strings, 
svaras on the frets, its result the nature of Alapini and its playing system, 
tuning of strings, the technical meaning of right and left, svaras of right and 
left-hand side, possibility of having gramika svaras etc. In fine, it has been 
pointed out to those who still think that the Grama system was popular and in 
practice till the time of Sarngadeva or Rana Kumbha, that they suffer from a 
misconception. The gradual changes and the development of Vinas and their 
svaras are studied and it has been examined, whether there was any influence of 
Desi-ragas on Desi Vinas and vice-versa. Hence the theory is established with 
proper evidences and examples that the basic scale of Desiraga system was 
not the first murchana or Sadja or Madhyama Grama. Therefore the changes 
of the the svaras of Grama-murchana system did not occur in mediaeval 
period but these svaras came up when Desi-ragas along with the Desi-vinas 
were developed by the musicians of various states as described in the following 
“Dese dese jananam yadrucya.. etc. or “Yesam sruti-syaragrama-jatyadini- 
yamo na hi; Nanadesa-gaticchaya desiragastu te smrtah; 


There are three chapters in Raga Khunda : 

The first chapter is named Jati and Gramaraga Classification. This 
chapter covers Bharata to Matanga period including the commentary of 
Avhinavagupta, Sangita.. Ratnakara, and Sangita. . Raja. But in the opinion 
of the writer the later authors did only compilation work of the early texts in 
their‘own languages, though sometimes they also gave a hint about contem- 
porary music. The writer has established this by quoting from Abhinavagupta 
and other authors. 


In this chapter jati, murchana, gramaragas and their murchana, bhasa, 
yibhasa, antarbhasa and their murchanas are discussed. Also light has been 
thrown on the necessity and usage of seven and twelve svara murchana and an 
attempt has been made to reach a definite conclusion. : 


The second chapter is Desiraga Classification. We have tried to establish 
a theory on the different terminology of Svaras, desiragas on Vinas and flutes, 
number of ragas, difference between graha and amsa syara with laksya— 
Laksana-bheda, the different grahas of Vinas and flutes of the same raga and 
their discriminating sancaras with the help of Kallinatha and Kumbha who 
quoted Matanga, Sarngadeva and others. 


The third chapter is Mela-Raga Classification. It is divided into two 
ages: mediaeval and modern. Again mediaeval age is divided into three 
sections. Section-I throws some light on Bhasa and Raga-Raginis. Section-II 
described Samasthana—Mela Thata system. Mostly Northern authors’ views 
are described here. In Section-III mostly Southern authors’ views are taken 
who elaborated Mela-Raga system. 


In the Section on Modern age, we have given extracts from the views of 
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the modern thinkers. The graha-amsa-nyasa svaras are clarified with the help 
of Vina and the relationship between Thata, Acala-thata, Vajra thata and Vinas 
has been shown clearly. The similarity between Ekaragamela yina—Sarva- 
raga-melavina and Cala thata—Acala thata had been clarified. 


Moreover, in the Ragakhanda the gradual changes of Raga classification 
are studied in comparision with the help of a number of charts which adds 
to the importance of the thesis. 
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